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HISTORY OF MUSICAL INSTRUMENTS, 

Compiled from " Sir John Hawkins's History of Music," 

By James Tilleabd, F.R.G.S. 

From the " Educational Espotitor." 

(Continued from page 322,) 

Description op Musical Instruments by 
Mersennus. 

Mersennus, a learned French author, who wrote in 
the first half of the seventeenth century, published at 
Paris a great work on music, in titled Universal Har- 
mony, first in French, and afterwards in Latin. The 
work is divided into a number of separate treatises. 
One of them, intitled in the Latin edition De Instru- 
ments Harmonicis, contains a valuable description of 
the musical instruments of the author's time. 

This treatise is subdivided into two books, the first 
of which treats of stringed, and the second of wind 
instruments. 

Book I. Stringed Instruments. 

In Prop. VIII. of this book, the author treats of the 
Cithera or Lute, and of the Theorbo, which he calls 
the Cithera bijuga, thus represented by him : — 




After having explained the construction of these 
two several instruments, and shown the tuning, and 
the method of playing on each, as also the mechanical 
operations of the workmen in making them, he directs 
the application of the hands and fingers, and des- 
cribes the several little percussions or graces in the 
performance on the lute. 

And here, to avoid confusion, it may be proper to 
note the difference between the above two instruments: 
the first is the primitive French lute improved by an 
additional number of strings. The other is the Theorbo 
or Cithera bijuga, so called from its having two necks, 
though we ought rather to say, that it has two nut3, 
which severally determine the lengths of the two sets 
of strings. When the strings of the latter are doubled, 
as among the Italians they frequently are, the instru- 



ment is called Arcileuto or Arch-lute. The use of 
it then is chiefly in thorough-bass. In the earlier 
editions of Corelli's Sonatas, particularly of the third 
opera, printed at Bologna, in 1690, the principal bass 
part is intitled Violone d Arcileuto. In the Antwerp 
editions it is simply Violone, from whence it may be 
inferred that in Flanders the Arch-lute was but little, 
if at all, in use. 

In Prop. XIII. he explains the tablature for the 
lute as well by figures as letters, illustrating the latter 
method in a subsequent proposition by a Catalena of 
Mons. Boesset, master of the chamber music to the 
king of France. 

Prop. XIX. contains a description of another instru- 
ment of the lute-kind, which he calls the Pandura, of 
the following form : — 




In Prop. XX. are given the figure, concentus, and 
tablature of the Mandura, or lesser lute, an instrument 
of this form : — 




In Prop. XXI. is the following representation of 
the Cithera Hispanica, or Spanish Guitar — 




In Prop. XXII. are exhibited the form and con- 
centus of the instrument called the Cistrum, thus 
delineated : — 




This instrument Mersennus says is but little used, 
and is held in great contempt in France. The true 
English appellation for it was the Cittern. It was 
the common amusement of waiting customers in 
barbers' shops. 

Prop. XXIV. exhibits the form and use of an 
instrument resembling the Cittern in the body, but 
having a neck so long as to make the distance between 
the nut and the bridge six feet. The general name of 
it is the Colachon ; but it is also called the Bichordon 
or Trichordon, accordingly as it is strung ; the use of it 
is to play songs in two or three parts, which Mersennus 
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says may be performed on it with all the varieties of 
fugues, syncopes, and other ornaments of figurate 
music. He adds that the table or belly of this instru- 
ment may be of parchment or copper, or even of glass. 
The several instruments above enumerated, are of 
that genus which is characterized by the appellation 
of the Cithara, or, as it is usually rendered, the Lute. 
Another class is included in the general denomination 
of the Barbiton, and of these there appear to be two 
species, the Violin and the Viol ; these Mersennus 
particularly characterizes, but first he describes an 
instrument of a singular form, and a very diminutive 
size, which, for want of a better name, he calls the 
Lesser Barbiton ; this is a small violin, invented for 
the use of the dancing-masters of France, of such 
form and dimensions, as to be capable of being carried 
in a case or sheath in the pocket. There are two 
forms of this instrument thus exhibited by him : — 




He then describes the violin properly so called, 
that is to say, the common treble violin ; and from 
thence proceeds to the greater, called by the Italians 
the Violone, and of late years the Violoncello. He 
gives also a representation of the violin ; to each of 
these instruments he assigns a tuning by fifths, but 
the compass of the former differs from that of the 
modern Violoncello. 

Mersennus speaks also of the tenor and contratenor 
violin, which he says differ only in magnitude from 
the treble violin. He adds that these instruments are 
severally strung with four chords, each acuter than 
the other, in the progression upwards by a fifth. 

Mersennus, having treated thus largely of the violin 
species, and shown what is to be understood by a 
concert of violins,* proceeds to a description of the 
viol species ; and first he treats of the greater viol, 
which he says has six chords ; the form of this instru- 
ment is thus represented by him . — 




Speaking of that little pillar of wood, placed under 
the belly of the viol and other instruments, which we 



* We have here a perfect designation of a concert of violins, as 
contradistinguished from one of viols, usually called a chest of viols, 
by means of which we are enabled to form an idea of that band of 
twenty-four violins established by Lewis XIV., which, as Mons. 
Perrault and others assert, was the most famous of any in Europe. 

The common opinion of this band was, that it consisted of four 
and twenty treble violins, thus ridiculously alluded to by Durfey in 
one of his songs, 

4 Four and twenty fiddlers all in a row ' 
But the fact is, that it was composed of bass, tenor, contratenor, and 
treble instruments, all of which were included under the general 
denomination of violins. 



call the sound-post, Mersennus makes it a question, 
why it is placed under the slenderest, rather wan the 
thickest chord, which seems most to require a support, 
and recommends to the inquiry of ingenious persons 
the reason of this practice. 

In Prop. XXII. Mersennus treats of an instrument 
which he calls the new, or rather the ancient lyre, but 
whether properly or not, almost any one is able to 
judge. It is an instrument of a very singular kind, 
as may be seen by the adjoining representation of it : — 




It is mounted with fifteen chords, sustained by a 
bridge which forms a segment of a very large circle, 
and of consequence is nearly fiat ; it is capable of 
performing a concentus of four or even five parts. 
It seems that Mons. Bailif, a French musician, used 
this instrument in accompaniment to his voice. 
Mersennus calls him the French Orpheus. 

Mersennus treats, in Prop. XXXVII. of that 
surprising instrument the Trumpet Marine, here 
delineated, concerning which he thus delivers his 
sentiments : — 




'The instrument commonly called the Marine 
; Trumpet, either because it was invented by seamen, 
; or because they make use of it instead of a trumpet, 
; consists of three boards so joined and glued together, 
1 that they are broad at the lower end, and narrow 
( towards the neck, so that it resembles a trilateral 
; pyramid with a part cut off; a neck with a head is 
1 added to this pyramid, in order to contain the peg 
! that commands the chord ; near the greater end of 
' the instrument is a stay, to which the chord is fas- 
1 tened by a knot under the belly, and detains it. To 
1 the left of the stay is the moveable bridge which 
( .bears up the chord, and determines with the little 
1 bridge or nut at the smaller end, the harmonical 
( length of the chord. The bow is necessary to strike 
' the chord, and consists of silk, and a stick, as has 
' been said in the discourse on the Barbiton s. 

'The most remarkable thing that occurs in this 
' instrument is that little stud of ivory, bone, or other 
' matter which is fastened into the left foot of the 
' bridge, under which a square little piece of glass is 
( placed, and fastened to the belly, that when it is 
f agitated by the different strokes of the stud it may 
( communicate a tremor to the sounds of the chord, 
' and that by this means this instrument may imitate 
{ the military trumpet, for when the chord is rubbed 
5 by the bow, the left leg beats against the glass plate 
' with repeated strokes, and impresses a peculiar 
' quality or motion into the sounds of the chord, 
' composed of the triple motion, namely, of the stud, 
' the chord, and the bow. 
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1 The manner of using the trumpet marine is this : 
* its head is turned towards the breast of the performer, 
4 and leans thereon while he passes the how across the 
' chord, and lightly touches with the thumb or the 
1 fore-finger those parts of the chord which are marked 
1 by the divisions ; but the bow is to be drawn over 
4 the chord between the thumb which the chord is 
4 touched by, and the little bridge, not but that it 
4 might be drawn at any other place, but at that above 
1 directed it strikes the chord a great deal more easily 
4 and commodiously. 

4 Of the six divisions marked on the neck of the 
' instrument, the first makes a fifth with the open 
4 chord, the second an octave, and so on for the rest, 
4 corresponding with the intervals of the military 
4 trumpet.' 

(To be continued.) 



EXTRACT FROM A LECTURE ON PAINTING, 
By Professoe Hart, R.A. 
This principle of the limitation, and consequent eleva- 
tion, of the original principle of Imitation, which I have 
been contending for in Sculpture and in Painting, runs 
equally through all the Arts. It is not, for instance, by 
the direct and literal imitation of natural sounds, but by 
the force of expression and the power of association, that 
Music makes its appeals. In fact, this illustration of a 
principle controlling a principle derived from music, is 
very striking— as with the more technical imitation of 
the voices by which Nature speaks, nearly the whole body 
of music as an art disappears. To use the language of 
a competent authority, " Music can imitate in a direct 
manner only by its actual resemblance to the sound of the 
thing imitated; and of all the powers, that of raising 
ideas by direct resemblance is the weakest and least im- 
portant." It is, indeed, so far from being essential to the 
pleasures of the art, that, unless used with great caution, 
judgment, and delicacy, it will destroy the pleasure, or 
become even offensive or ridiculous. It is in the power 
which Music possesses of raising emotions and exciting 
our sympathies by means of association, that we are led 
to the recognition of the effect* intended by Beethoven in 
his Sinfonia Pastorale. The imitations are offered by 
way of suggestion, not by attempts at direct imitation. 
Of technical imitation, as subordinate and auxiliary to 
general expression, we have many happy musical ex- 
amples; where the imitations, even in the moment of 
their success, define their own limits, and like the technical 
treatment of the Sculpture, mark their dependence for any 
value which they have on the larger and more spiritual 
expositions of the theme. Take, as an instance, Handel's 
musical embodiment of the lines in Milton's Perueroso, 
beginning — 

Oft on a plat of rising ground 

I hear the far-off curfew sound. 

— Here he suggests and in a sense imitates, the bell, by 
the deep-toned strings of the basses, — confining the voice 
to notes expressive of that pleasing and contemplative 
melancholy, whose idea the words are so powerful to ex- 
cite. Under the 6ame subordination it is that in the song 
of Galatea, " Hush ! ye pretty warbling quire," the flute 
imitates the natural music of the birds. The ideas of 
light in the chorus of Samson, <l Oh ! first-created beam ! " 
and of darkness in the chorus of Israel in Egypt, " He 
sent a thick darkness," can have no aid whatever from 
technical imitation, any more than the words <4 And there 
was light," in Haydn's Creation; but depend wholly on 
suggestion, and the poetiy of association musically attired. 
In fact, I may just state here— though it would lead me too 
far out of my direct road on the present occasion, and too 



much on the metaphysical ground, to do more than state 
— indefiniteness of detail, such as we find in the vague 
forms comprehended within the contour of an Egyptian 
Colossus, may, in its appeals to the imagination, be itself 
a source of pleasure; — contrasted exactly with the too 
great defmiteness which depresses the mental faculties 
into inaction, and kindles no high or noble sentiment, in 
the elaborated minutiae of a Gerard Douw. 



MUSIC 

AMONG THE POETS AND POETICAL WRITERS. 

By Mary Cowden Clabkk. 

( Continued from page 343 J 

On the theme of Singing, Poets have been enthusi- 
astic. Our four greatest, have given us lovely pictures 
of a lady singing. Chaucer's Emily, in her garden at 
sunrise doing honor to May-morning, is thus described : 
11 She gathereth flowers, party white and red, 
To make a subtle garland for her head ; 
And as an angel heavenly she sang." 

And he has another, — an allegorical impersonation of 
Gladness : — 

44 Well could she sing and lustily, 
None half so well and seemely ; 
And could make in song such refraining,* 
It sat her wonder well to sing : 
Her voice full clear was and full sweet ; 
She was not rude ne yet unmeet ; 
But could enough for such doing 
As longeth unto caroling ; 
For she was wont in every place 
To singen first folk to solace ; 
For singing most she gave her to ; 
No craft had she so lief to do." 



Spenser's is also a damsel of Allegory, — Mirth. 
A Knight, coming to the brink of a river — 

41 saw whereas did swim 
Along the shore, as swift as glance of eye, 
A little gondola, bedecked trim 
With boughs and arbours woven cunningly, 
That like a little forest seemed outwardly. 
And therein sat a lady fresh and fair, 
Making sweet solace to herself alone ; 
Sometimes she sang, as loud as lark in air, 
Sometimes she laughed, that nigh her breath was gone." 
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Shakespeare's is, as usual, the most perfect in poetry 
and beauty of them all. There is not only grace of 
imagery, but exquisite sentiment and moraf influence. 
A husband worn with anxious thought, is thus pro- 
mised comfort from his wife's soothing ministry : — 

" rest your gentle head upon her lap, 
And she will sing the song that pleaseth you ; 
And on your eye-lids crown the god of 6leep, 
Charming your blood with pleasing heaviness ; 
Making such difference 'twixt wake and sleep, 
As is the difference betwixt day and night, 
The hour before the heavenly-harness'd team 
Begins his golden progress in the east." 



* From the French, refrain a burden. 



